people of Larisa with whom his hometown had no alliance at all. It seems that the talented artist Telephanes was mediated to Larisa by the Persian kings who maintained tight contact with the rulers of this city, namely the Aleuads who acted as heads of the Thessalian League. Following this thesis it becomes clear too why
The Greek world of the late archaic and classical periods, a time wellknown to us because of the relatively good body of source material available, is designated as a martial one. From the beginning of the conflict between the Ionians and Persians during the Peloponnesian War through to the rise of the Macedonian Empire under Philipp II and Alexander the Great, there are countless reports on every kind of war. On the one hand there were armed conflicts between the Greeks and foreign nations, on the other hand there were those which took place in the context of intrastate disputes. Ancient historians like Herodotus, Xenophon, Diodorus and others give quite explicit information about the background and motives of these wars, along with supplying details about armies, strategies and battle courses. 1 Some historians, especially Thucydides, report beyond that. In his description of the Peloponnesian War, designated in his own words as the most terrible war of all times (1.23.1), he also specifies the impact -i.e. depopulation, civil war, enslavement etc. -on cities, nations and even individuals. 2 The picture formed of this war shows in detail how radically life could change when the Greeks fought the Barbarians or when one polis battled against another and fellow countrymen became enemies. As a consequence of wars it often occurred that cities were destroyed, alliances were broken up, former trade relations were (temporary) cut and diplomatic efforts were neglected. 3 The ancient sources illustrate precisely that times of war could modify the fate of whole towns, as well as the lives of population, in matters of public autonomy of decision (like trade issues) and personal freedom.
Despite these restraints, caused by inner and external conflicts, there is one sphere which was never affected by negative aftermaths, namely art and arts policy. An analysis of archaic and classical artists' activities shows, without exception, that when it came to charges concerning works of art there was absolutely no cutback, neither in public nor in private -a statement which shall be verified hereunder.
Artists like the illustrious sculptors Phidias, Calamis, Myron and Lysippus created masterpieces of art for persons of influence and Greek poleis all over the Mediterranean world.
1 They were authorized by cities without any problems, regardless of whether they were at war with their home country at the time of the assignment. For example, shortly before the middle of the 5 th century BC the famous Boeotian sculptor Calamis produced several statues for Athens, and around this date he also had an appointment with the Spartans for whom he made an image for a dedication at Delphi. 2 Considering the delicate relations of both parties, 3 it seems, in political terms, not in the least natural to commission an artist who has just worked for the ʻenemyʼ, rather quite the contrary. However, in the case of the artists mentioned above there was absolutely no animosity, first they would be working for one polis, creating the cult-statue of the town-deity, and then they would be engaged by another to make something outstanding that would enlarge the glory of the employer.
One could bring forward the argument that these artists had a special social position because of their celebrity and that this was the reason for being able to work wherever, whenever and for whom they liked. This is not correct, however, because the ancient sources show that what applied to famous men applied to barely-known men as well. Such was the case of the sculptor Antiphanes of Argos who mostly worked at Delphi, where he made a colossal horse for the Argivans in honor of their victory over the Spartans (414 BC). Some years later he was commissioned by the losers to contribute towards creating the so-called Lysandros monument (405 BC). Around 369 BC he was engaged by Argos anew to participate in making a dedication which praised the city's liberation from Spartan control. 1 Thus, working for the enemy was not an issue because his home town charged him (again), and to the Spartans, who were nearly at all times antagonists of the Argivans, it obviously did not make any difference too. To give another example, the painter Agatharchus of Samos is mentioned in conjunction with the interior decoration of Alcibiades' house at Athens. 2 The engagement occurred around 440 BC, when the Athenians had massive problems in detaining the Samians, who offered resistance against the Delian League 3 -a circumstance which did not keep the Athenian politician from hiring a ʻpublic enemyʼ. When it comes to art policy, it appears to become less ʻpoliticalʼ; that is to say, whether to be friend or enemy seemed to be irrelevant. Artists could travel far away and work wherever their talent was needed and, importantly, for whom they wanted, without limitation. 4 The discussed examples make clear that the Greeks distinguished precisely between the sphere of state affairs and arts policy. The question is whether this behavior was limited to inner-Greek relations. Was the Greek's attitude also liberal if it concerned art-transfer with the enemy par excellence, namely the Barbarians?
Around 500 BC the evidence for Greeks on Persian duty accumulates. It was primarily about mercenary soldiers, physicians, and various specialists like builders. 5 The texts of Persepolis -i.e. the palace foundation-inscriptions, the treasury tablets, the fortification texts and the Greek inscriptions 1 -and the remains of the sculptural decoration demonstrate that the Persian kings employed a great number of Greek craftsmen and artists to work up their residence at the end of the 6 th century. 2 The Persian texts unfortunately do not mention these people by name but merely by an umbrella term, i.e. Ionians, and by a family token, and they supply no information about the employer's attitude towards the workers either. However, given that the Persians were engaging Greek skilled workers, who usually stayed by choice, 3 over a period of 40 years, the assumption that the Barbarians appreciated them seems coherent. The Persians as well as the Assyrians and the Babylonians were used to employing people of foreign ethnicities. 4 They utilised their talent as sculptors and artisans to decorate their magnificent buildings. There was a kind of limitation, however. An analysis of Greek-Achaemenid art shows that the method of fabrication was pure Ionian, whereas style and composition were Persian. Thus, Ionian sculptors were strictly controlled; their one and only task was to produce someone else's design. What these clients were really concerned about was not the nationality but the artistic background of the creators and how they could use their best talents for the glorification of their kingdom. According to his report, the sculptor Telephanes of Phocaea was mentioned in specialist literature as a distinguished artist, comparable to his famous colleagues Polycletus, Myron and Pythagoras. Although he created masterpieces of art, like the statues of the nymph Larissa, the athlete Spintharus, 2 and of Apollo, none of his works were conserved. To explain this phenomenon he specifies two proposals for solution, based on the sources he used. First, Telephanes remained almost fameless because he lived and worked in Thessaly, a region which was genuinely not known for art at all, thus the artinterested public loosed sight of his sculptures. Second, he was relatively unknown to his countrymen and hence to art connoisseurs because he decided to work far away from homeland Greece, namely for the Persian kingdom.
Pliny's text passage has brought forth intense discussions within modern research about Telephanes as an artist and person, in particular due, to the discrepancy which arises out of the text at first glance. Some researchers 3 argued against the translation ʻPhocaeaʼ, claiming that ʻPhocaeumʼ is just a prosaic variant of ʻPhocensisʼ, and so Telephanes originally came from Phocis rather than Phocaea in Asia Minor -a thesis which can be distinctly disproved. Pliny mentions the Ionian city Phocaea twice; first, when he refers to the foundation of Massalia and second when he gives an account of the Ionian region itself. 4 In this connection he uses the terms ʻPhocaeensiumʼ and ʻPhocaeumʼ, whereas he utilises the words ʻPhocensiumʼ and ʻPhocisʼ when he reports on the mainland Greece region. 5 So it is safe to say that according to Pliny, Telephanes ʻPhocaeusʼ was of Ionian origin.
The main problem related to this text passage is the apparent incoherency. Pliny wants to explain the obscurity of Telephanes' awareness level. Therefore, he uses two different kinds of written records.
6 Some authors have mentioned that Telephanes, although of Phocaean origin, acted as a sculptor in Thessalyan absolute surety, given that he created a statue of the nymph Laris(s) 2 Now, which of both explanatory models is accurate? Was Telephanes been a quasi unknown to intellectual circles because he worked in the ʻartistic back-countryʼ of Greece or because he resolved to act as a sculptor for the Persian kingdom?
At first glance these two notes as well as the whole text itself appear contradictory. Modern scholars 3 have explained and eliminated this discrepancy as follows: Telephanes worked in Thessaly, where his masterpieces of art were hidden from the public when it came out that he was employed by the enemy par excellence, namely the Barbarians. According to this thesis, the artist's countrymen were ashamed of him, convicted him of his former actions and thus tried to delete him and his work from memory. Following this, Pliny's text would be the one (and only) passage which demonstrates that artists were not free in choosing their employers as soon as the clients were Persians. However, is this really the case? Considering the Walter Leschhorn et al., (Saarbrücken: SDV Saarbrücker Druckerei und Verlag GmbH, 1996), 72. political history behind the topographical information mentioned above, that is to say Phocaea as the artist's origin and Thessaly respectively Larisa, plus the Persian Empire as the location of activity, another possible interpretation arises which can eliminate potential ambiguities and annihilate the apparent innertextual discrepancy as well.
First of all, there is no reason for having doubts about the compatibility of Pliny's two statements concerning Telephanes' employers. In fact they should be recognised as unifying because one piece of information only makes sense in connection with the other. At first sight there is no special cause for the engagement of a Phocaean sculptor at Larisa. The ancient sources as well as the archaeological evidence do not offer any indication of a tightknit relationship between these two cities, neither in diplomatic nor in trade terms. Whereas the contact between the Ionian polis and the Persian kingdom is not altogether surprising. Phocaea was captured by Harpagus under the rule of Cyrus II during his war against the Lydians (about 546 BC). The polis was partially destroyed, for which reason many inhabitants 1 left their city and sailed to Cyrnus (Corsica) where they had founded Alalia twenty years before. 2 The remains of the population rebuilt the town and as the numismatic evidence as well as the ceramic finds show, the city flourished economically. Phocaean coins and ceramics were found in throughout Ionia and up to Persepolis.
3 From the middle of the 6 th century to the end of the Persian wars, assigned to the battle of the Eurymedon (about 465 BC) and with a short break during the Ionian Revolt, 4 Phocaea was ruled by a tyrant, deployed by grace of the Persian king (Hdt. 4.138.8 contacts with the Persian Empire even before the outbreak of the great war, represented by the money of Larisa which was coined in accordance with the Persian standard -a unique practice compared to the rest of Greece. 1 Furthermore, Herodotus (7.6) reports that the Aleuads sent an embassy to king Xerxes to request him to wage war against the Greeks. They complied at the same moment when the Persians appeared. 2 The Aleuad Thorax and his brothers even accompanied the campaign of Mardonius (9.1). 3 The ancient sources demonstrate the special relationship between the rulers of Larisa and the Persian kingdom. It is quite imaginable that Telephanes was mediated to the Aleuads to create statues of the town's deity and the eponymous nymph because of the satisfying performance he achieved under the reign of Darius and Xerxes. This thesis fits with the coins of Larisa, which give an account of the statuesque image of the nymph, arising at the first quarter of the 5 th century and continuing till the fourth century. 4 The only openopen-ended question that remains is why Telephanes and his works were known in the specialist literature Pliny used (otherwise we were not aware of anything) but not to the art connoisseurs of his time. It actually seems that his masterpieces of art vanished, as was mentioned above. However, as the historical background verifies, this was not because his countrymen convicted him of acting for the Persians but rather because his works at Larisa were commissioned pieces of the traitors.
After the Persian Wars the Aleuad dynasty lost most of their power but remained ruling at Larisa, 5 1 It appears plausible that after the hated dynasty's influence was broken, whatever was connected to it was removed, which unfortunately included Telephanes' works. 2 In the end, however, it was not the artist who was prosecuted by his countrymen for collaboration with the enemy but his employers, the Aleuads. They bore the blame for the fact that almost all of the Greeks put down the Thessalian people as traitors, a reputation that adhered forever.
In summary, there is no evidence of any kind of limitation concerning artists' mobility or employment policy. According to literary, epigraphic and numismatic sources it can be determined that: inasmuch as their skills were favoured and needed, artists were entirely free to choose their location of engagement as well as the employer, independent of their awareness level and the political background.
